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4 This is an excellent study for anyone looking to delve into the genre of dystopia in
videogames. This book consists of an introduction and eight chapters. Gerald Farca,
author and digital culture and game studies scholar, begins by establishing the term
Video Game Dystopia (VGD) and underlining the effect such narratives can have on the
player. Quoting Ingo Berensmeyer, the author tries to establish the importance of video
game dystopias as a medium by stating that they allow the player “[T]o explore in a
kind  of  trial  action  in  a  virtual  environment,  the  consequences  of  breaking  and
transgressing norms without having to fear sanctions in real life” (15). In other words,
the author tries to underline the effectiveness immersion and ergodic interaction can
have on eliciting an aesthetic response in video game narratives in comparison to a
literary text. In particular, he focuses his analysis on dystopian themes in videogames.
5 The author divides his study into three parts. In part one, entitled “Towards the Video
Game Dystopia” which consists of the first three chapters, the author describes “the
fictional dystopia as a transmedial genre that functions as a strategy of utopia” (65).
While  proceeding  to  split  dystopias  into  four  categories  according  to  how  they
negotiate the possibility of hope, he argues that the premise for effective Video Game
Dystopias rests in their potential  range of playthroughs and different outcomes the
player can explore–a statement with which I wholeheartedly agree. In my experience
as a videogame player, greater freedom in the way a VGN (Video Gamer Network) is
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approached allows for more immersiveness and, thus, has a greater chance in eliciting
an  aesthetic  response.  Comparing  Sledgehammer  Games’  CALL  OF  DUTY:  ADVANCED
WARFARE (2014) with games such as Valve’s HALF-LIFE 2 (2004) the author argues that
the distinguishing difference between them is that the latter is critical towards the
society it attacks by offering utopian trajectories the player can follow whereas the
former only pretends to scrutinise the contemporary present.
6 Part two, “Playful Trial Actions in Estranged Gameworlds,” consists of chapters four
(“Towards the Implied Player) and five “Estrangement Through World and Agency.” In
these  chapters  the  author  establishes  a  communication  model  for  video  game
narratives giving emphasis to the fluidity of boundaries between game, player, and the
empirical world. The author states that representational art involves the appreciator in
creative games of make-believe, thus allowing the player to create connections to his
empirical  surroundings.  The author introduces the term “implied player” which he
distinguishes from the actual player approaching the VGN as a fictional narrative in
which the “implied player” not only guides the actual player’s involvement but also
alters  the  player’s  habitual  dispositions  towards  the  game  by  allowing  for  new
experiences to pervade his/her mind. Therefore, according to the author, the “implied
player”  interacts  with  the  actual  player  allowing  him/her  to  move  between  the
fictional  and  the  empirical  world—a  process  which  becomes  a  cathartic  and
emancipatory catalyst and triggers the player’s aesthetic response.
7 “Playing Dystopia,” the third part of the book, consists of four chapters,  where the
author  demonstrates  his argument  by  doing  a  close  playing  of  games,  BIOSHOCK
INFINITE and  THE  LAST  OF  US:  REMASTERED.  The  former,  according  to  the  author,
“targets  the  dangers  of  ideological  delusions  and  oppressive  regimes.”  The  game’s
“warning thereby revolves around the perils of theocracy, American exceptionalism,
racism,  and  free  market  capitalism,  which  occur  in  an  intertwined  fashion”  (327).
According to the author, BIOSHOCK INFINITE employs inversion and negation to shed a
darker light to the seemingly utopian city of Columbia. THE LAST OF US: REMASTERED, 
on  the  other  hand,  tackles  themes  such  as  the  failure  of  science  and  technology,
uninhibited expansionism, and the unrelenting struggle to claim the top of the food
chain.  Gerald Farca claims that  these  games are  successful  in  eliciting an aesthetic
response and in conveying their respective warnings about the empirical world. As the
author had stated in part one, the premise for effective video game dystopias rests in
their potential range of playthroughs and different scenarios the player can explore. In
part  three,  the  author  revisits  this  premise  to  substantiate  his  conclusion that  the
aforementioned narratives  are  successful  in  conveying their  warning regarding the
allegorical nature of their respective dystopias. 
8  The author concludes his study by stating that “The video game dystopia is utopian at
heart and offers grand potential through virtualising storyworlds into malleable spaces
for playful exploration.” By doing so, he suggests the game “indirectly enlightens the
player about the true nature of  social  totality and drives [him/her]  to catharsis  by
having experienced a reduced but focused simulation of it in virtuality” (403). 
9 This book provides a very thorough analysis of video game dystopias as well as the
warnings they convey underlining the fact that the effectiveness of such warnings rests
with the complexity and immersiveness of the medium. It is good to bear in mind that
all dystopian works of fiction, be they in video game form or otherwise, aim to convey a
similar warning about the realization of their respective dystopias. In my opinion, the
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author  succeeds  in  demonstrating  this  premise  through  experiencing  video  game
narratives.  At  the  same  time, he  successfully  provides  a  way  of  evaluating  the
effectiveness of each respective narrative’s dystopian warning by determining whether
or not it actually manages to elicit an aesthetic response in the player.
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